Thought to be Roman period copies of cult statues in the Artemision, 4 the three statues are currently on display in the Artemis Hall of Efes Museum in Selçuk, which was specially designed for the purpose. In this chapter, I will try to examine the possibilities encouraged by the architecture and contents of this hall for an interpretation of the enigmatic Artemis Ephesia.
The curiosity named Artemis Ephesia
The peculiarities distinguishing the goddess of the Ephesians from those of other cities had been noticed by the Turkish workers who unearthed 'Artemis the Beautiful'. Sabahattin Türkoǧlu, a former director of Efes Museum, reported that the statue appeared rather strange to the workers who, glancing secretly at the lumps on the goddess's chest, asked 'could a woman possibly have more than two breasts?'. 5 Efes Museum's researcher, Öcal Özeren, explained how those breastlike swells on her chest were first thought to be breasts, then bodies of bees (the emblem of Ephesus is a bee), but then the thesis that these were the testicles of the bulls sacrificed to the goddess gained weight. 6 The latter two theories challenge Edward Falkaner's mid-nineteenth-century argument that the swellings were animal breasts, concluding that this 'confirms the opinion of some learned men, that the Egyptian Isis and the Greek Diana were the same divinity with Rhoea, whose name they suppose to be derived from the Hebrew word, Rehah, to feed'. 7 What these interpretations share is the belief that there should be a way of
being sure about what the Ephesian Artemis figure signifies.
The 'reading' goes on. This conceptualisation of works of plastic art as decipherable texts would seem to be rooted in a Renaissance conception of the world as a language. 11 In the field of curatorship, this conception has produced the cabinet of curiosity, one of the commonly accepted predecessors of the modern museum. 12 The difference lay in the fact that the scientific museums succeeded the 'literary' museums formed by the cabinets of curiosities by prioritising 'seeing' over 'reading'. 13 Every collector of curiosities would seem to have lived under the illusion that the microcosmos he constructed with his collection is, in a way, an installation of the macrocosmos that is the whole universe, an assembly of all extant knowledge in the same physical space, and a world-view in personal scale. 14 While each cabinet is a mystery for other people, it is a very meaningful semiotic treasure for its own designer, a theatrum mundi that reveals the intrinsic order in apparently chaotic things through mysterious correspondences it establishes between the curiosities that are arranged regardless of their spatial and temporal attributes. 15 Like every literary construct, it invites its visitors to contemplate a reading of those correspondences, to form their own personal image of the world. It is perhaps possible to conceive of the Ephesian Artemis figure as a theatrum mundi in itself, i.e. as a construction under the same illusion, in that it was an installation of the whole universe, a microcosmos revealing the intrinsic order in the apparently chaotic macrocosmos through a reading into the mysterious correspondences between its components. Perhaps this was what the mysteries of the Ephesian Artemis were about: 'a cult of wonder' not necessarily for the beauty but for the excessive, the surprising, the literally outlandish, the prodigious. 16 After the transition from 'the old science' of the Middle Ages and early
Renaissance into 'the new philosophy' emerging in the early seventeenth century, 17 order is no longer revealed in the cross-references and enigmatic correspondences between things, but is imposed on them by the rational grids invented by such philosophers as Bacon, Descartes and Leibniz. In order to highlight the spatial and visual character of this paradigm shift, it may be useful to recall Camillo's fascinating 'memory theatre', which attempted an encyclopaedic ordering of contemporary knowledge in the first half of the sixteenth century through a spatial disposition of objects of knowledge to be viewed from the stage. The memory theatre derived from Cicero's proposal to assist memory by assigning each rhetorical object a specific spatial location within a room, a building, a city. 18 In this formulation, things represent reality only when ordered in reference to their place in the catalogues, that are themselves based on the visible and definable similarities and differences in their physical attributes. The establishment and safeguarding of that reality in the Enlightenment museum thus became the duty of the curator. 19 In this way, Michel Foucault's 'words' and 'things' are disconnected, and the latter are redefined within the syntax of a new universal language which is no longer learned from the world itself. Instead, the world itself is now learned from the books and encyclopaedias written in that language. 20 Later, in the nineteenth century, a deep historicity came to infuse the heart of 'things', isolating and defining them in their own coherence, imposing upon them
Reading into the mysteries of Artemis Ephesia forms of order implied by the continuity of time. 21 As to the curiosities, in the universe of the classified, the defined, the measured, and the ordered, which is ideal for a semiotic exercise, they have apparently lost their charm, as they represented the condition of aporia by escaping classification, definition, measurement and ordering. 22 Minor argues that, in this way, they shift our attention to the problems of decoding itself, reminding us of the impossibility of 'being sure about the world', and of the fact that 'we can find pleasure in contemplating things that escape our understanding'. 23 This would mean a continuation of the attempt to read into the mysteries of the Ephesian Artemis, even after accepting the impossibility of being sure about the validity of any of the possible interpretations including those quoted above.
The curiosity named Artemis Ephesia may, in this respect, be comparable to Stonehenge, one of the world's most familiar sites, analysed by Kevin Hetherington 24 as 'a museum without walls' in allusion to Malraux's famous essay of the same title. 25 Malraux describes the museum principally as a spatial relation that has had a trajectory towards openness in its involvement with the process of ordering that takes place in or around certain sites or buildings. As such, the concept would seem to find Waterhouse and opened in 1881, had a comb-like ground-floor plan with a hall at the centre of its major axis which acted as a fulcrum from which all parts branched off. Situated in the western front of the museum, the birds gallery similarly has a series of display cases arranged at right angles to a central aisle, creating a series of convex spaces on either side of the aisle that are reachable from one another in two stepsone into the central aisle and one into the destination space -which enables a return to the starting point without having to retrace one's steps. 30 This reveals the dominant controlling function of the central aisle, which renders the whole layout easily comprehensible to the visitors, as if from the stage of Camillo's theatrum mundi.
Peponis and Hendin conclude:
The Bird Gallery seems to correspond to a scheme where knowledge is inherently spatial -it is about the Lacking a dominant controlling central hall with branching halls and cases, the Efes Museum offers, instead, a series of exhibition spaces that loosely wrap around a small courtyard which also has a direct connection with the entrance as a café space. From the entrance hall, the visitors are directed into a hall of exhibits from the so-called Slope Houses, alongside the longer edge of which a straight path from the entrance directs them to the next hall of sculptural remains from three fountains in the ancient city, and then into a third dimly lit hall of recent and small finds where it terminates in a window that provides visual access to a courtyard at the back that functions as a sculpture garden. After circling around the exhibits in these three halls, the visitors need to make an effort to find the doorway opening onto the sculpture garden from under a colonnade, on the opposite side of which is located another doorway leading into another dimly hall reserved for cemetery finds. At this doorway wraps the path leading to the entrance hall across the Artemis and Imperial Cult halls that wrap around the small inner courtyard. 32 As the idea of wrapping would suggest, unlike the two steps required to reach another exhibition space in the birds gallery, the visitors have to cross several of these halls and back many steps to return to their starting point, occasionally making a number of loops, which show the depth of the exhibition space in Peponis and Hendin's terms, while rendering it difficult for the visitors to find their way and comprehend the overall structure of the museum, as was found to be the case with the human biology hall of the Natural History Museum. Although the
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visitors are offered a single route for exploring the small museum at Selçuk, the presence of looping routes inside individual exhibition halls and the lack of a sequential arrangement of displays in and through them would suggest the potential of the whole installation to become a 'museum without walls', functioning as a spatial event in its own right, rather than conveying an explicit curatorial message about the order of things.
Peponis and Hendin's observations of the human biology hall of the Natural History Museum apply equally well to the Efes Museum:
Firstly, the increase in depth not just within the exhibitions but also between the entrance hall and the exhibitions, may mark a categorical There is, then, a degree of impossibility in cataloguing such a collection on the basis of the visible and definable similarities and differences in their physical attributes, in such a way as to reveal a unifying order intrinsic in them. Instead, the high aesthetic value attributed to these objects on display by one of the former directors of the museum, and the limited use of accompanying textual and complementary visual information in their exhibition -except in the renovated Slope Houses Hall -would seem to hint at the relevance of Carol Duncan's analysis of the modern museum as a 'ritual space'. 35 Duncan uses the term 'ritual' in the sense of 'habitual or routinized behaviour that lacks meaningful subjective context'. 36 According to Duncan, museums force their visitors into a routinised kind of behaviour by changing the meanings of the displayed objects by removing them from their original settings and redefining them as works of art, claiming them 'for a new kind of ritual attention [which] could entail the negation or obscuring the other, older meanings'. 37 By inventing aesthetics to transfer spiritual values to the secular realm of the Enlightenment, museums thus serve to isolate objects for the concentrating gaze [t]he auratic display, where the 'beauty' or aesthetic quality of the object is intentionally the predominant characteristic of the display, is oppressive in its impressiveness; the medium consumes the message and the auratic display is itself a form of spectacle, suppressing the ability to interpret. 40 More than the other exhibits in Efes Museum, this discursive framework is particularly useful for an analysis of the current display of the three Artemis Ephesia statues whose rediscovery has inspired many interpretative attempts, including the present one.
The Artemis Hall where the three sculptures are located is a rectangular room whose length is more than double its width. 'Artemis the Beautiful' and 'Artemis the Colossal' face each other from the two shorter sides of the Hall. The Hall occupies a central position in the Efes Museum, between the so-called 'Hall of Cemetery
Finds' 41 and that of the 'Imperial Cult'. 42 The approach along the earlier described route is from the former hall, bringing the visitor directly to the area where 'Artemis the Colossal' is displayed in a recess that frames it in a kind of 'aesthetic chapel', facilitat- Only these adequately prepared visitors would be able to access the order imposed upon the chaotic display of 'finds from the Altar of Artemision' by Ulrike Muss, from the Austrian Institute of Archaeology, through her description of the items in the order of 'Geometric Period finds', 44 '7th-6th century BC finds'; 45 and then of 'gold', 46 'ivory', 47 'marble', 48 'schist' 49 and 'limestone' 50 finds, apparently proceeding from the most to the least valuable materials. 51 The importance of these finds is due to the fact, emphasised by Christiane Sourvinou-Inwood on early Greek sanctuaries of the eighth century BC, 'that the sanctuary with altar -with or without a temple -is the regular, taken-for-granted focus of religious activity', 52 with votive offerings representing a more permanently attested form of worship. 53 In the case of the Artemision of Ephesos, the earliest-dated votive offerings are thought to be contemporary with an eighth-century BC peripteral temple, which is described, on the website of the Austrian The difference between these two arguments, when analysed using the concept of the 'museum without walls' that would accommodate a multiplicity of attempts to interpret the meaning and use of its contents, highlights the importance of the part played by the display strategy in Efes Museum for the possible interpretations of the enigmatic Artemis Ephesia figure within its walls.
Zeynep Aktüre
Reading into the mysteries of Artemis Ephesra in the Artemis Hall of the Efes Museum Duncan and Wallace describe the modern museum as a complex architectural phenomenon that structures the visitor experience through the organisation of a selection of artworks in an architectural order. 62 Although individuals respond to this structuring differently, depending on their educational, cultural and social background, the architectural setting of the museum nevertheless imposes the same structure to everyone by making all visitors follow the same architectural scenario during their activity in the museum, which they describe with the term 'ritual', on the basis of its striking similarity with sacred rituals, both in terms of form and in terms of content. 63 The experience resembles traditional religious practices, in that the positioning of individual works, plans of individual rooms and the ordering of individual collections, encourage the visitors to practise the rites and internalise the beliefs that are inscribed in the architectural scenario, 64 serving, in this way, to articulate hidden broader political and ideological objectives. 65 The architectural layout of Efes Museum would gain in importance when viewed from this conceptual framework, as the scenario here directs the visitors into the Artemis Hall from the Hall of Cemetery Finds wherein are also displayed offerings for Cybele. 66 Before entering the Artemis Hall, the visitors make their last stop in front of a series of drawings and objects that 'reveal' the order implied by continuity of time.
This is structured as a sequence proceeding from a sixth-millennium BC Mother south-eastern Anatolia, to conclude with a sixth-century BC Phrygian Kybele from the current capital city of Ankara. 67 Passing to the Artemis Hall, visitors find themselves facing the next step in the evolution that is authoritatively outlined for them as such, which is none other than 'Artemis the Colossal', i.e. the most 'auratic' object in an undifferentiated path of progress towards the modern in Walsh's terms. 68 In this way, Walsh shows that 'its meaning is conferred by the "writer", that is, the curator, the archaeologist, the historian, or the visitor who possesses the "cultural competence" to recognize the conferred meaning given by the "expert" '. 69 The selection of these items and their structuring in the architectural scenario uniquely in this part of the museum, which otherwise lacks a sequential arrangement of displays, would seem to support a particular interpretation of the Ephesian Artemis, namely one suggesting an evolution from Cybele at the very site of Ephesos, which is equated with the city of Apasas in Hittite texts. 70 In this portion of the museum alone the visitors follow a programmed narrative that is a version of ancient history. 71 The significance of this clear choice from among various possible alternative explanatory models for cultural interaction and change in Mediterranean prehistory deserves to be addressed in a separate study on the bond between politics and archaeology in Anatolian historiography. Yet, it should be noted here that this is the strongest curatorial suggestion that may be encountered within the walls of Efes This does not, however, necessarily conform to Alan Radley's description of the configuration of the modern museum using the 'department store' model which he contrasts with the old 'cathedrals' for 'ritual' in Duncan's sense. 75 The departmentstore model is 'based upon the idea of a freely moving visitor who scans the array of artefacts, choosing to stop here or to wander there', 76 sampling this and leaving out that, which would imply in the case of an archaeology museum 'that the past is capable of being reconstructed', 77 albeit in many different ways, as exemplified at Stonehenge. In recent literature especially in public archaeology and museum studies, there has been a strong contingent that wishes to promote this model as a transformation of the museum into 'a truly democratic institution of civil society, where the 80 Ultimately, the best protection against hidden ideological agendas might be found in curiosities such as Artemis Ephesia, in that it defies the imposition of any rational grid that would fail to overlap the mysterious correspondences between its components. The viewer/visitor/reader should not be assumed as passive and uncritical, and subject to manipulation by any hidden social and ideological agenda in a museum. 81 Nor should the museum-going ritual, or hunger for the so-called 'museum effect', be evaluated as a fruitless quest for meaning. So long as we accept the invitation, the informative power of curiosities would keep us in the middle of our neverending search for a way of being sure about the world. This is not to advocate any form of 'over-interpretation', rather the kind of openness which Umberto Eco's
concept of the open work implies, whereby all works of art possess an openness to a multiplicity of interpretations, the limits of which are imposed by the works themselves. 82 In any museological strategy, the object still remains right there, with all its indices always open onto alternative interpretative paths for those who may wish to take them. 
